Introduction
This paper argues that hip hop provides Aboriginal Australians with a language for the articulation of Aboriginal identity based on the valorisation of blackness. This kind of language has, arguably, been absent from debates about race in Australia which have, instead, taken place using a non-confrontational language which reaffirms the dominant status of white culture. Hip hop enables Aboriginal Australians to articulate resistance, identity and a sense of cultural survival. 1 Cameron White is a UTS based researcher, interested in gender, race and popular culture in the nineteenth and twentieth centuries. He is currently conducting research on contemporary Aboriginal popular music, the history of the textile industry in Surry Hills and Irish-Australian migration to the east coast of America in the 1850s. Deadly Award for Best New Group, it was a very public sign that hip hop was a significant force in contemporary Aboriginal popular culture. Its influence had spread from the metropolitan cities and regional cities to the most isolated communities. As the Sydney based Wire MC, from Bowraville on the North Coast of New South Wales, described it:
I'll get to somewhere like Yirrikala (up in the top end, the Northern Territory, right up in the Gulf of Carpentaria) and some of the people wonder if anyone is going to [have] heard of hip-hop. And you go there and these kids are doing breakdance moves from the 80s, they are so old school. I ain't taking hip-hop to places it ain't. Hip-hop is taking me to places it already is (2007).
African-American Origins
Aboriginal hip hop bears many traces of an exchange with African-American culture.
Aboriginal hip hop artist Lex Beckett explains this influence in the following way:
Before Australian and Aboriginal hip hop really took off, we [Aboriginal youth] all followed what the Americans did. It really influenced me because it was a black face on television, and when you are a young fulla growing up in Cunnamulla in central Queensland, it is a pride thing to see another blackfella in a position of power (in Dunbar-Hall and Gibson, 2004: 123) .
Wire MC makes a similar point:
Man!! What really grabbed my attention was N.W.A saying "Fuck the police!", you know that was something, when that song came out, when hip-hop was starting to be heard -even though people didn't want to listen to it -groups like N.W.A were saying things that we wanted to say but were afraid to say because of the past history between our people and police. We were stolen by the policeman, we were taken away by the policeman, we were rounded up and impounded by the policeman. So we were sort of conditioned to not rebel against that in such a public way, like screaming out "Fuck the police!" So that attracted me to it because they were saying things that we couldn't say, but we wanted to say (2007) .
The exchange with African-American culture associated with hip hop has been widely celebrated by Aboriginal Australian artists. As Weno, from Local Knowledge (now Street Warriors), states: "African-Americans are very strong people, and we identify "Rapper on a Rampage" Transforming Cultures eJournal Vol. For some of these people, English is like their fifth language, so I try to get them to do it in lingo. And there's a whole bunch of kids out there who are rapping in lingo these days, which you've got to love (2007). To "chant down Babylon" is to "tell the truth", to speak truth to power. Babylon represents the oppressive power and its knowledge of the state. On a song called 'Babylon System' from Survival (1979) Marley describes Babylon in this way:
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Babylon system is the vampire Sucking the children day by day Babylon system is the vampire Sucking the blood of the sufferers Building church and university Deceiving the people continually (Cooper 2004: 206) Thus, when Wire MC and Choo Choo "Chant Down Babylon", they confront the Australian historical point of view. In their work, Black History is brought to the fore.
They tell the story from a Black point of view. They "turn the tables". Wire knows the power of this reversal. He raps: "Who's sorry now that the tables have turned?" While unafraid of violence, he warns "[I'll] burn down your house, spit fire and leave smoke stains"; his threat is also epistemological. He also warns he will "burn the frame" (2008, italics mine).
[To hear these MP3 audio samples, please make sure you are reading the document using Adobe Reader 9. This is freely available online at <http://www.adobe.com/products/reader/>] It's malleable and porous in a way that allows for the coexistence of different kinds of history, different knowledges. It is in a passage about the recent events in Redfern, where the death of 17 year old Aboriginal man Thomas 'TJ' Hickey after being chased on his bike by police led to a response by local youth that was branded a "riot" in the media, that the potential of Wire's alternative "framing" becomes most apparent. Here, the "riot" is transformed into something very different, a "revolution". Using two Bob Marley phrases, "Catch a fire" and "burnin' and a lootin'", both album titles, Wire reframes the "riot" in the context of an epic and historical struggle against injustice and oppression.
Watch me light 'em up, lyrical Molotov Catch a fire, it's a riot Somebody call the cops Down on the Block they're burnin' and a lootin' tonight White man's property matters more than a black boy's life (2008) Words are not Wire's only weapon. He also employs an aural politics, a politics of sound and noise. This is the case both in the structure of the music (its rhythm), and in its corporeality, its capacity to engulf and claim space. This emphasis on the politics of sound is evident in many musical traditions. It is the reason that the British prohibited the drum through the colonial empire. They classed it -correctly -as a weapon (Sublette 2004: 162-3) . No one has emphasised the politics of sound as much as the Jamaicans in reggae. In the same way that a tropical low pressure system implies an imminent storm so too, foregrounding the low frequencies of the bass in Jamaican popular music suggests an imminent political storm.
Bob Marley understood the politics of sound when he sang about a "rhythm against the system". Similarly, on 'Bad Card', from the Survival (1979) album, he sings: "I want to disturb my neighbour". Here, music is not mere entertainment but ideological weaponry. It engenders a politics of disturbance and disruption, a destabilisation of the moral majority's complacent rhythms, disturbing the peace (Cooper 2004: 75) . In the work of CuzCo we see Wire employing this impulse in its most direct incarnation as he "claim[s] the land in the name of sound". The song, the first track on an as yet untitled, unreleased demo, concludes with a chant, which is repeated twice:
What am I doin' where am I goin' Got to keep moving Won't be slowin' me down Watch me now burn this town, I came to claim the land in the name of sound… In the name of sound In the name of sound I came to claim the land in the name of sound (2008) By repetitively chanting the same line, CuzCo are literally "chanting down Babylon". (Cooper 1995: 124-5 Willoughby was entirely cognizant of the politics of the reggae rhythm. He was particularly attracted to its evocation of a sense of blackness. Through it he came to understand the extent to which rock'n'roll had been appropriated by whiteness, thereby erasing its black origins (Mahon, 2004) . "Rock'n'roll is all white", he said: "It's 'fuckin' bullshit rhythm… It's theirs; it can never be ours" (2000) .
While the rhythm of reggae was uncompromising, it was also beautiful. Willoughby described it as "art". However he also recognised a politics here, too. There was an implicit politics in the fact that reggae "is [so] beautifully structured in a place which is so violent". This moved Willoughby deeply. He recognised in its beauty a way of dealing with the harsh realities of black life in Australia. The "chaos" of life in Jamaica, he said, is the "same as Australia." (2000) . The two-tone [ska] bands isolated the elements in Marley's appeal that were most appropriate to the experiences of young, urban Britons on the threshold of the 1980s. They pushed the inner logic of his project to its conclusion by fusing pop forms rooted in the Caribbean with a populist politics… centred on pointing to the possibility that black and white young people might discover common or parallel meanings in their blighted post-industrial predicament… The Specials song which topped the chart as the rioting of 1981 was at its peak asked, 'Why must the youth fight against themselves? ' (2002: 226-7) .
The hope of both British ska and No Fixed Address was that their music and their audiences would transcend racial categories. In an interview Bart declared: "I've perfected the best meeting place for white and black" (2000) .
The Politics of the Lyrics of No Fixed Address
Bart Willoughby was acutely conscious of the power of reggae rhythms to confront the way in which popular music, especially rock'n'roll, institutionalised the cultural hegemony of whiteness. Indeed, this was perhaps the defining feature of NFA. They Get a Grip spoke of the need to "get a grip on yourself or you'll never learn how to get to the place where you want to be" (1981) . It became a national anthem for blackfellas in jail (Willoughby, 2000) . 'The Vision' sang of a vision of the Devil calling people to "give their minds" and 'Black Man's Rights' sang of the dangers of "brainwashing". In this world you've got to have eyes Cause the people will try to blow your mind… I need the sunlight so that I can see. I need sunlight so that I can fight for my rights… I don't want to be blind, I want to be free (1982) Stupid System spoke of the need for knowledge to confront the system created by the "white man's dreams". "If you do not know the ropes", Willoughby warned, "then you (Curthoys 1999: 14) .
Aboriginal Australians, meanwhile, were forced into a position in which they became trespassers on their own land. This situation was only exacerbated by the Mabo decision and the subsequent Native Title Act (1993) . Aileen Moreton-Robinson writes:
Pursuant to the Mabo decision and the subsequent Native Title Act (1993) , Indigenous people have in effect become trespassers in our own land until we prove our native title… According to this regime it is Indigenous people who belong nowhere unless they can prove their title according to the criteria established by the state. Those who are unable to demonstrate ritual, ceremonial and the exercising of continuous rights in land do not belong anywhere other than to be positioned within a discourse of citizenship that seeks to erase dispossession through privileging white sameness over Indigenous difference (2003: 39) . There is more than just an act of rejection at work here, however. The rejection of a name is also an act of reclamation. As Derrida writes:
By disseminating or losing my own name, I make it more and more intrusive; I occupy the whole site, and as a result my name gains more ground. The more I lose the more I gain (Oboe 2003: 8) .
No Fixed Address were also drawing on a long history of themes of dispossession and itinerancy in Aboriginal popular music, especially country music. While many of these songs were laments -Herb Laughton, for example, wrote 'Ghan to the Alice' while on the road looking for his mother after being taken by the government as a child ( The whole gamut of an itinerant life was romanticised in country music through the cowboy/stockman. Popular subjects in Aboriginal country music included horses and cattle, drinking, gambling, the outsider as hero, a nomadic existence, country-orientation, wronged love, fighting and fucking (Dunbar-Hall and Gibson 2004: 102) .
Conclusion
This paper has argued that the political significance of Aboriginal Australian hip hop is 
